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ABSTRACT
The Further Adventures of Walt’s Frozen Head is a feature comedy written, directed, and
produced by Benjamin Lancaster. It is a part of the requirements for earning a Master of Fine
Arts in Entrepreneurial Digital Cinema from the University of Central Florida.
This film hopes to engage the popular urban legend and mythologies surrounding Walt
Disney and the Disney company, and uses the story of a father letting go of his daughter to
contradict the central messages of the Disney Company, i.e. believe in your dreams, and they
will come true.
A film of this subject matter requires the mircobudget approach due to the guerilla style
shooting and the dismal prospect of financial returns.
This thesis is a record of the film, from inception to completion with the plans for
distribution.
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INTRODUCTION: FILMMAKER’S STATEMENT
Walter Elias Disney had been dead for 18 years, 1 month, and 11 days when I was born.
And yet despite that near generation in time, I don’t believe that any filmmaker could have
exerted more influence over my adolescence than did my fellow Missourian, Uncle Walt. Unlike
the creators of numerous children’s television shows and movies that I saw over the years,
Disney was the only one with an individual’s name attached to it, a person whose face, or at least
name, is recognizably familiar to billions of people worldwide. I think that the person of Walt
Disney was my first encounter with the idea that someone actually made movies.
I have been a Disney fan since childhood. In the past, I’ve tried to pretend that it was a
former obsession, or tried to mask it as an intellectual curiosity, or just remained in flat denial.
But there is a strange draw to me of both the history and contemporary creative output of the
company. It’s strangely fascinating, from the theories of crowd control in the parks, to the
machinery invented to make the early sound shorts, to the cultural and sociological biases in the
fairytale retellings. In all of that study and fascination, Disney films have impacted me creatively
in ways that I’m just now beginning to understand and articulate.
The Florida Project was the internal code name used during the land purchase, planning,
and development of what would become Walt Disney World. My film, which upon its
impending release will be entitled The Further Adventures of Walt’s Frozen Head, shares a
production name with that project. The Further Adventures is a microbudget comedy about a
theme park employee’s unlikely friendship with the cryogenically preserved head of
entertainment mogul Walt. In the course of their adventures together, they both learn the
importance of letting go of their dreams in order to live their lives.
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When I came to this project, I knew three things. First, I didn’t really want to make this
film. I’m by nature a rule follower and a poor liar, and this project involves breaking rules and
potentially running into stressful situations. Second, I did not trust anyone else to make this film.
Despite the Disney fandom shared by millions across the world, I naively assumed that my
experience with the company and the memory of its dead founder was unique, and that only I
could do the idea justice. Third, more than anything, I wanted this film to exist. I wanted others
to be able to share the emotional encounter with the quintessential American icon.
In many ways The Further Adventures of Walt’s Frozen Head will follow in the tradition
of a live-action Disney family comedy from the 1950s and 1960s. The storytelling style and
humor are drawn from that era, while being married to a DSLR guerilla aesthetic, necessitated by
the filming choices. In theme, however, the film is markedly different than anything produced by
the Walt Disney Company. “Dreams coming true” is a consistent theme through the company’s
media. The film raises an argument against eighty years of that dominate premise. It asks the
viewer to consider - when do you let a dream go?
The theme arose organically from the material. Playing off the urban legend that Walt
Disney had himself cryogenically preserved, the film imagines that he’s thawed out every so
often to give advice to the company. Since character is informed by action, what then does this
say about the fictionalized Walt from the film? I believe this is also a similar answer to the
reason that the cryogenics legend spread – Walt is seen as an individual with an obsession.
Is this obsession, this “dream” entirely healthy? The answer provided by the film is that
the character is holding too preciously to something, in this case, his masterpiece, Walt Disney
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World. (In actuality, Disney died in 1966 during the planning phase, but well before the 1971
opening.)
Through that character flaw, the premise came: In order to live your life, you have to let
go of your dreams. In structuring the rest of the screenplay, Peter, the cast member who helps
Walt Disney; and Walt would have to go through similar life lessons. For me, this comes out of a
storytelling ideology that makes the claim that the theme should be unified. In essence, the two
characters will be dealing with the same issues in different ways.
The film follows both Walt and Peter, giving us only the information that they are aware
of, while maintaining an objective point of view, which I believe is essential to this type of
comedy. This deemphasizes the external threat of the executives who want to capture them, and
puts the focus on their own internal struggles and growth. Hopefully, the film builds sympathy
for both Peter and Walt as they struggle to let go of major parts of their lives.
I want to make a film which examines Walt Disney’s legacy as a cultural force and
questions some of his work’s core themes, while at the same time celebrating his style and
humor. In this way, I see the project as an exercise in postmodern filmmaking, which is perhaps
the most unhelpful term in current academic discourse. When filmmaker Randy Moore used it to
describe his film Escape from Tomorrow, the picture to which we will inevitably be compared,
internet comedian and theme park commentator Tony Goldmark stated “Using
[postermodernism] as an all-purpose explanation for nonsense is as silly a deflection as saying
‘I’m speaking English and that should explain everything.’” So let me do better: The Further
Adventures of Walt’s Frozen Head relies on an assumed deep knowledge of film and theme park
lore, directly manipulates real personages in fictionalized form, and at the same time is
3

intentionally aesthetically modeled off of earlier forms of cinema in order that it might subvert
the near universal proverb behind them.
The film exists in the landscape of popular culture, and cannot be understood outside of
that context. In creating a reflexive piece of media, I hope the film can both tap into the nostalgia
for classic Disney films, but also recontextualize them in a modern framework. This fusion will
be discussed further in the following section of this paper.
References
Goldmark, T. [Some Jerk with a Camera] (2015, December 25). Some Jerk With A Camera:
Escape From Tomorrow part 3 [Video file]. Retrieved from
https://www.youtube.com/watch?v=BB3qNq89yEw&lc
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CHAPTER ONE: EVIDENCE OF AESTHETIC LITERACY
Introduction
Just as the plot of The Further Adventures of Walt’s Frozen Head involves two very
different characters traveling along similar emotional journeys, so too do the aesthetic elements
of the film exist in the confluence of two different streams of comedy. First, the film is most
obviously a “quirky indie” comedy, exemplified in such films as Robot and Frank, The History
of Future Folk, and Safety Not Guaranteed.
A second source of creative inspiration for the film comes from some of the work of Walt
Disney himself, specifically the family comedies the company produced in the 1950s through the
1970s. Films like The Happiest Millionaire, The Absent Minded Professor, and That Darn Cat
are films that define childhood for many in several generations. These pictures attempt to
balance comedy clichés with a tremendous amount of heart, but also have the unfortunate
tendency to become saccharine. Disney has always been believed to have possessed a unique
internal barometer for connecting with an audience, which has been less charitably described as
sharing “the innate bad taste of the American public” (qtd. in Gabler Introduction). Ultimately,
there is an American populism within almost all of Disney’s work: a combination of nostalgia
and hope for a brighter future. This is the essence I want to capture in my project.
Together, these two influences guide the ultimate aesthetic of the film, which I see as the
convergence of the traditional commercial and the indie guerrilla. In summation, The Further
Adventures lays its claim as a postmodern film, dependent upon a high degree of intertextuality.
It expects a certain pop cultural awareness of its audience members, and in exchange rewards
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them with “fan service,” which has been defined as the audience’s pleasure in understanding
intertextual reference and homages (de la Ville).
Story influences
The most immediate and direct story influence for The Further Adventures, is a film that
was never made, and whose screenplay I have never read. It was going to be titled Khrushchev at
Disneyland. The first section of the film was a dramatization of the real life events of Nikita
Khrushchev, first secretary of the Communist Party in the USSR, being denied entrance to
Disneyland by his American security detail over a safety issue during a visit to Los Angeles in
1959. In the second half, the film turns into a more madcap caper, as Khrushchev “gives both his
Soviet security detail as well as his State Department handlers the slip. Then Khrushchev
somehow makes his way out to Disneyland, with all of his handlers in hot pursuit ... and hilarity
ensues” (Hill). The film was in preproduction under Walt’s direct supervision when he passed
away in 1966. Khrushchev at Disneyland was shelved.
I see my film as the spiritual successor to that one; as Walt Disney himself was willing to
spoof one of the most powerful forces in the world (the USSR) by characterizing their then
former leader, The Further Adventures turns the tables by portraying Walt Disney by way of a
persistent urban legend.
Like the previously referenced “indie” comedies, The Further Adventures is a high
concept comedy that centers on the emotional connection between characters, rather than merely
the external pressures they face. Indeed, as I believe holds true with almost all great storytelling,
the internal changes in the characters are necessary to solve the external problems they face.
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Screenwriter and podcaster Craig Mazin refers to this internal/external struggle by referring to
the biblical story of Job:
My argument as a writer is that as writers we are like, we are God, and we see Job, and we go, “Boink! We
are going to make your life miserable. And the reason we are making your life miserable is, look, the side
effect is we are going to entertain people. But the reason as God that we are making your life miserable in
this specific way is because you need it. You need it. There is something wrong with you. You needed this
to happen” (August).

This seems especially true in indie comedy films, in which plot is often the method by which
character is revealed and changed.
The film also refracts the Disney pattern of stories in which a child embraces becoming
an adult. Many of Walt Disney’s films are “coming of age” stories about the protagonist
accessing the responsibilities of an adult. For example, Old Yeller is a Western about a boy who
adopts a dog, only to have to shoot it when it turns rabid after defending the family from a pack
of wolves. However, the protagonists only transcend so far. In the end of many of the films he
supervised, heroes are left in a middle state, between only beginning to taste the full
responsibilities and burdens of adulthood, yet with the added power and privilege brought by
growing up. As biographer Neal Gabler notes about Walt personally, “His life would become an
ongoing effort to devise what psychologists call a ‘parcosm,’ an invented universe, that he could
control as he could not control reality….Whether in his movies or in his theme parks, Disney
always promised a fantasy in which one could exercise the privileges of childhood—privileges
he never abandoned in his own life” (Introduction).
The story in my film asks a fictionalized Walt Disney to finally accept the full
responsibilities of adulthood: to recognize that growing up also means letting go of the dreams of
7

childhood. Implicitly by extension, Disney fans are also asked to let go of the Walt mythology.
Both Peter and Walt are asked to release something they have been clinging onto, as their
offspring, creative or natural, experience a “coming of age” apart from their direct guidance.
Visual Influences
Several visual cues are going to reinforce this melding of classical 1960s Burbank
filmmaking and a more modern “indie” aesthetic.
The film will adopt a 1.75 aspect ratio. Practically, this will have the effect of slight
pillarboxing on the side of the screen when the film is viewed on a widescreen television. This
serves two functions. First, it subconsciously reminds of an earlier time in filmmaking. The
Disney corporation, for one, still issues many of its releases from that era in their original 1.75
aspect ratio, including Mary Poppins, That Darn Cat, and The Parent Trap. But the slight
pillarbox also signals to the audience that the story is more intimate, more personal than a
standard 16x9 or 1.85, the two most commonly seen on a widescreen television. As Scott
McCloud discusses, comparing comic panel size to emotional impact, in comic art, longer, flatter
panels are commonly understood to take more time, while shorter ones often indicate a short
amount of time (101-102). This sense can be translated by an audience into seriousness of
purpose, scope of the story world, or intimacy with characters. Indeed, when choosing between
the two common formats, these topics are frequently discussed with wider ratios used for epics
and narrower ones for comedy and drama. By pushing the ratio even more tightly than is
commonly used, I plan to indicate to the audience that the story is smaller, and more intimate
than those seen in theaters or on 16x9 television drama.
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Until recently few commercial filmmakers have experimented with aspect ratios other
than those required by the technical processes. In the last few years, several prominent films
have used alternate ratios, even switching between them during the course of the movie. These
films include The Grand Budapest Hotel; Oz, the Great and Powerful; and Life of Pi, to name a
few. In the digital era, even mainstream commercial film makers are choosing to rethink
commonly held perceptions about the physical shape of their projected images.
While I chide others for accepting uncritically the technical limitations, I must admit that
some of the camera work in The Further Adventures will be dictated by the guerilla shooting
methods necessary to film in those locations. Although efforts will be made to stabilize footage
in post-production, the nature of the filming suggests that handheld shots must be embraced as a
part of the overall aesthetic. While this style brings a level of verisimilitude and immediacy to
action sequences, it can also alienate, by shifting focus away from the human face and towards
the action of the scene. I plan on countering this by frequently featuring digitally composited
inserts of close ups during scenes which need to be shot handheld.
The color scheme of the film will be pushed both in production design and in postproduction color correction to create a world that is hyper real, or a step or two steps beyond
reality into an idealized reality. In essence, this mirrors the world created by Main Street U.S.A.
in Walt Disney World. The Further Adventure opens with the characters still living in their
parcosms, living in a past that never existed, just like Main Street, U.S.A.. “[T]his is the Main
Street that never was...the blissful dreamland” (Wallace, Chapter 6). On the whole, footage shot
in the park will be color corrected to push the reds, yellows, and sepia tones of the image,
reflecting both the nostalgia factor as well as resembling old, faded photographs and home
9

movies of trips to Disney World taken years ago. Footage taking place in other locations will
also have definite color palettes, all slightly brighter and more vivid than reality, but the lustre
fades as the film continues, gradually giving way to a more grounded filmic reality.
This shift is also reflected in the production design, as the film plays with the distinction
between fantasy and reality, (which coincidentally makes Walt Disney World the ideal
filmmaking location.) As the film comes to its conclusion, its characters are living their lives in a
new acceptance and approval of reality, and the production design becomes more textured and
physical.
Musical Influences
The film will be scored with new arrangements and songs which evoke both a 1960s
Hollywood style film score and also turn-of-the-century popular music, including ragtime.
Although many stereotypically associate this style of music with pianists showing off their
dexterity by striking as many keys as possible in a given time, the original descriptions of the
music indicate it can be haunting, heartbreaking, and nostalgic. Joplin described the genre as
producing a “weird and intoxicating effect” and warned “never play ragtime fast at anytime” (1).
In essence, the score represents Walt’s desire for Disney World, which is linked with his desire
for Marceline, Missouri, his boyhood home. Especially influential is a 1986 album by Itzhak
Perlman and Andre Previn which substituted the original piano melody line for a viola, adding to
the haunting nature of the songs.
The song which plays over the montage is a set of original lyrics set to the tune of the
turn-of-the century standard “Meet Me Tonight in Dreamland”. The lyrics emphases the
attractions which were present opening day, but are no longer operating, like the Swan Boats,
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20,000 Leagues Under the Sea, and If You Had Wings. This underscores the melancholy in what
otherwise would be a more “upbeat” moment. The barbershop style of the lyrics harkens to the
turn-of-the-century feel of Main Street, but also the lost dream of childhood for Walt.
Finally, the end credits are accompanied by the title song of the film. Ron Schneider, the
actor who played Walt, provided the lyrics, which he described as “Shermanesque”. The song
reflexes the tendency of 1960s Hollywood comedies to commission a theme song for the film for
either the opening or closing credits. Such examples can be seen in It’s a Mad Mad Mad Mad
World, Under the Yum-Yum Tree, and That Darn Cat, and was parodied in Mel Brooks’ High
Anxiety.
References
August, John, and Craig Mazin. "Eps. 23 - The Happy Funtime Smile Hour." Audio blog post.
Scriptnotes. N.p., 7 Feb. 2012. Web. 13 Sept. 2014.
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CHAPTER TWO: EVIDENCE OF PRODUCTION LITERACY
Introduction
Much of postmodern cinema has been by derided by critics as redundantly repetitious of
the style and motifs of previous filmmakers (Geuens 30). The thrust of the criticism lies in the
belief that continually referencing older works brings nothing new to the field and can offer no
new insight. In essence, one is making movies about movies based on movies. Those critics will
probably not enjoy The Further Adventure of Walt’s Frozen Head, which is proudly a
postmodern text. The film displays a high level of intertextuality aligned with the “postmodern
emphasis on retrospection and pastiche in art—and concomitant rejection of the insistence on
avant-gardism and originality that defined the modernist aesthetic” (Olney 167). It’s a film about
a filmmaker, in which previous knowledge is required of an audience to fully understand the
content and form of the film.
Reveling then in pastiche and intertextuality, the film must take a different approach than
merely the production methods used by a typical microbudget film. A heavier emphasis on preproduction, in which time (i.e. money) is less of a factor, and a more intensive previsualization of
the film are two aspects of departure from my own past microbudget filmmaking. Due to the
visual effects necessarily inherent in the story, much of the cinematic experience will also be
created in postproduction (specifically, the Walt character, who will be digitally composited into
every shot in which he appears).
These reasons highlight the higher importance I place on pre and post production as
highly creative acts as opposed to production which in this film I view as a more technical
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process. I even object to the terminology commonly used to distinguish the various phases of
film creation. By adding the monikers pre and post to the word, production is subtly enshrined as
the central creative aspect of the process. Therefore, I suggest the more neutral Planning,
Execution, and Assembly to identify the different stages of the creation of a film.
Since the focus of the filmmaking process is shifting away from production as the
essential creative act, the balance of creative input also changes from traditional power structures
on a film set. In essence, this shift gives more creative influence and input to a select group of
key creative contributors (director of photography, production designer, visual effects supervisor,
editor), and reduces influence from those who are more production focused (actors, camera
crew).
Stage One: Planning
An extensive and thoughtful planning period on a feature production is one advantage a
microbudget filmmaker has over a product made in the studio system. Within the walls of
Hollywood this process costs money, and, even as budgets balloon, the studios seem reluctant to
spend more of their budget on script refinement and storyboarding, as seen in near extinction of
the multipart writing deal (Buchanan).
Prior to production, I had planned to record the entire film’s dialogue with the actors, and
sync this to some limited storyboards. This approach would create a minimum viable product, to
borrow a term from the entrepreneurial community. In essence it turns a blueprint for a dramatic
production into a proto-dramatic production, which, in theory, can be more easily evaluated than
a full production. While this may seem foreign to much of contemporary filmmaking, it does
replicate what animation studios have traditionally done to develop their films. As John August,
14

a screenwriter who has worked in both live action and animation commented “Usually you’re not
seeing a version of something. There’s no sort of temp version of the movie that you’re trying to
make. So, it’s all just the stuff on the page and then you hope it works on the page. But you got
to see something. You got to see something on the screen and say like, well that’s not working”
(August). This was my hope for going through the effort of an animatic version of the script: that
the production team can identify and eliminate story issues before they are shot.
Unfortunately, the practical considerations of filmmaking got in the way, and the
extensive plan was reduced to an audio recording and several storyboarded scenes of the film.
Time being the most precious and wasted commodity of all, the ambitious plans for a fully
storyboarded version of the film slipped away as the months passed and production loomed.
Instead, planning was focused on the park shoots, the guerilla style portions of the film
which were shot at Walt Disney World. (A complete copy of the plan can be found in the
appendices.) These days were extensively planned using a crew of four (including our production
designer as a lookout and the actors as equipment transportation). Rehearsals were held in the
soundstages. Scripts were kept exclusively on the cast and crew’s smartphones. The plan was
built to be both flexible and iron clad, dictating shot order, angles and portions of dialogue, while
allowing backup options for weather and security concerns.
The park was scouted live with both the crew and the actors, with the online Minecraft
recreation of it referred to during rehearsals.
Stage Two: Execution
The film production team functioned on two levels: the key creatives who influence the
look and feel of the film, and who share a degree of egalitarianism with the director; and the rest
15

of the crew who will be there to execute the vision of the creative team. The difference between
these members is not so much rank, but time. The key creative members of the team had been on
the project for months before the shoot date, and are fully aware, and have helped contribute to
the plan of action. Shooting days are not the time for revision, but for execution.
Except for a minor hiccup during the first shot, gruella-style filming went off without a
hitch. The plan, in short, works. After those four days, we turned our focus towards the
remaining weeks of shooting, including locations we had not acquired, props and sets that had
not been built, and even casting that had not been completed.
Some directors find their films on set. But in this case, as I believe in much of narrative
microbudget filmmaking, that’s not a luxury we could afford. Of course, some on-set changes
were made, and inevitably conflicts arose. Immediately, my focus on art design put me at odds
with the camera department. It appeared the general received knowledge and attitudes of the
camera crew were that the camera crew were the ones to be catered to on set. The idea that
techniques should be adjusted to accommodate the art department verged on anathema. For
example, the suggestion that the framing tilt down as not to show the flats are merely 8-foot-high
was met with cool indifference. Although a real concern, which caused the Gaffer to quit and
drove a wedge between myself and the Director of Photography, we made it through the
Execution stage with minimal outright hostility.
The crew number and composition changed with the needs of the shooting day. They
were incentivized primarily through the promise of IMDb credit, food, and the desire to work on
an interesting project. Hopefully, the focus on speed in production and the variety of settings also
limited the boredom felt by crewmembers on bulkier, more obtuse productions.
16

Camera
We shot the film on the Blackmagic Cinema Camera for several reasons. First of all, it
outputs CinemaDNG RAW footage. In shooting raw, we had a tremendous amount of flexibility
in post, placing what would otherwise be split-second decisions to a time that could be carefully
considered, seen, and evaluated down the line. Although to some this feels like a copout, I see it
as a perspective shift; it allows time on set to be focused on only what can’t be changed in postproduction, i.e. performances, focus, and angle – and time on set is money, whereas time in
assembly is only time.
The second reason for going with the Blackmagic Cinema Camera is that it plays well
with its little brother, the Blackmagic Pocket Cinema Camera. Due to its tiny size (smaller than
an iPhone 6), and incredible versatility, we used this camera for the guerilla sections of the film.
Although small in size, the Blackmagic Pocket Cinema Camera boasts an impressive 13 stops of
dynamic range, making shooting without additional lighting a possibility. As one reviewer said,
“The workflow has a few more steps than working with other small cameras, but the results are
worth it” (Vesely). While it would be preferable to use the same camera for both, the fact that the
two are so similar makes mixing the footage between the two easier.

Cast
In the late nineteenth century, there was a concentrated effort in the Western world to
standardize oratory style, and to move oration from the domain of art and relate it to a science
(“Public Speaking”). A new method of acting and vocal performance known as the Delsarte
Method swept into vogue, providing a nearly scientific level of performance analysis. The basic
premise of the method is that inner emotions, which can easily be extrapolated from the text,
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have an analogue; i.e. a definite and uniform outward expression. The actor then must execute
the predetermined motion and inflection in order to communicate that emotion to the audience.
Although when described in a modern context, the acting style smacks of the rampant pseudoscience prevalent at the time, it does retain some interesting observations. For this project, I
intend to adopt a neo-Delsarte method of directing the cast.
Essentially, the actors were encouraged to choose their emotions and actions beforehand.
This is especially relevant for the actor playing Peter, as for many of his scenes he doesn’t have
anyone to play against (Walt being digitally inserted into the film in assembly).
Practically, this means I sought to work with “classically trained” actors, or those who
focus more on external performance than internal struggles. Although not the norm, many stage
actors especially still use something similar to this method. There are several advantages to this
style. For example, the actor is encouraged to “conceptualize the meaning of the work as a
whole” (Walker 22). Contrasted with the ‘Method’ acting prevalent in America today, which
focuses on individual characterization, the Delsarte method put the individual actor within the
context of the overall story. Once again, when an actor who may be used to scene work has that
crutch of another actor removed, those who come from strong method schools may resent being
asked to play a scene by themselves.
I was concerned actors may be resistant to embracing this method of working. My
experience, however, was not that at all. Daniel Cooksley, our lead, came from a heavy theater
background. He also has a great deal of experience performing in theme parks, where the nature
of the role requires endless repetition and the ability to repeat performances exactly. He seemed
to have no difficulty acting against an empty jar.
18

Stage Three: Assembly
Alfred Hitchcock once said that a film is created three times, once in writing the script,
once in production, and once in post-production.
In a very real way, though, films are created once, during post-production. Stu Maschwitz
in his work on creating microbudget action and genre movies, commented “Editing is
everything. It just is. Editing is filmmaking. Filmmaking calls upon many disciplines, from
photography to theater to music to knitting, but only editing is actually filmmaking” (214). (His
vision of editing also includes compositing and visual effects.) Very few of the audience will
read the film’s screenplay. None of the audience will experience the time during production.
From the perspective of the audience, the only version of the film that exists is the one
constructed at the end. It is here that we arrive at what I see as the central metaphor through
which I am organizing the production process of The Further Adventures: Production is merely
the process of gathering assets to be assembled in post production.
This view bears a remarkable similarity to the way director/producer Roger Corman
viewed the production process of his films. He looked for any process he could find that would
gather elements together, and would then (sometimes retroactively) formulate a story around
them. He would occasionally purchase the distribution rights to foreign science fiction and
fantasy films, and then strip-mine them of their special effect shots and set pieces, filming new
material to cover in gaps (Corman 196).
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Image
Had this film been made 10 years prior, a large portion of the budget would have been
devoted to tables which were going to have holes cut in them for the actor playing Walt to stick
his head through. Prosumer level digital effects software has brought a Copernican revolution to
the way microbudget filmmakers view visual effects. To those trained in the traditional schools
of filmmaking, this is absurd for a film in this budget level to be so heavily reliant on a visual
effect. To those people, I am quick to point out that visual effects are actually free. At least, they
are as free as the focus puller, the third grip, and the second assistant cameraman; they are far
more free than sets, travel expenses, and location rental fees.
In the new digital era, visual effects can create everything from the towering skyscrapers
of Metropolis to the miniscule citizens of Lilliput for literally no money. As countless videos on
YouTube can attest, the democratization of visual effects has not just freed Spielberg and Lucas
from the confines of reality; it has also liberated the microbudget short, and is in the process of
liberating the feature as well.
I believe that this assumption that there continues something “special” about special
effects is a holdout from the celluloid mindset. Whereas formerly they were “allocated to the
domain of trick photography regarded as being separate from and peripheral to the main stage of
production” (Prince 56), now they must be embraced as integral to the entire storytelling process.
Indeed, when shooting RAW, every shot is now a visual effect.

Sound
In the arena of sound, the current technology that exists on the consumer’s end remains
so limiting that the exciting advances of image have not been realized aurally. Although
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theatrical advances have been made, the surround sound system in home theaters has not seen a
significant technological upgrade since laserdisc (Klinger 76).
While I agree with Whittington’s analysis that sound should “create a shroud of sound
that expands the narrative (its story and spaces) in a simulation that masks the “real” and
immerses audiences in a film’s extended diegesis”, the practical reality remains that the average
viewer will be listening to it on laptop speakers (224). Unfortunately, due primarily to the
effort/result payoff, sound design for The Further Adventures, will be best described by the term
‘normal’, with an emphasis on standard quality, over artistic expression.
This emphasis on quality over expression is compounded by the ADR work necessary for
the footage shot in the guerrilla. Since bringing a sound crew was out of the question, and
lavalier mics are cumbersome and would slow capture of the image, all of the dialogue recorded
on those days was dubbed in post. While this method presents challenges, planned ADR
sequences are becoming more common both on American television and in European and Asian
filmmaking.
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CHAPTER THREE: EVIDENCE OF FINANCIAL LITERACY
The creation of a business plan was required by our program as a step to graduation.
Mine can be found in the appendices. I suggest you do not read it. There could be much more
colorful terms used to describe the document, but nonsense would be the one that would be most
appropriate to the academic tone.
I question if any business plan is a worthwhile pursuit for a film of our budget range
considering: 1) expenses are nigh impossible to predict accurately 2) plans can and do change at
a moment’s notice and 3) institutional investors are virtually non-existent, rendering moot the
system of shares and return present in most plans. Our film is compounded by the additional
strains of being potentially legally actionable by the world’s largest and famously most litigious
media company in the world.
On a traditional Hollywood film, salaries make the bulk of spending. These are
negotiated well in advance, or are reliant on union scale, making prediction less variable. In our
case, the categories we are left with (art, craft, locations, rentals), tend to fluctuate more. Will a
location be free or cost $400? (A discussion we were having as equipment was being loaded into
the location.) When your production budget is set at less than $10,000, that minor expense may
represent 5% of the entire budget. Food costs go up or down depending on how many show up to
set that day, and one rain day can add hundreds of dollars to the cost of the film.
At best, we knew that the production costs of the film would be about $10,000. At the
beginning of shooting we had $9226.98 in the account. At the end, we had $19.24. We kept
careful track of all the transactions, but could not have predicted where the money went. In this
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way, I have successfully completed the premises of Bret Stern instructional work How to Shoot a
Feature Film for Under $10,000: And Not Got to Jail (2002).
I do regret not keeping cleaner books throughout the filmmaking process. We should
have set up our accounting software well before production commenced and not switched banks
twice during production. Our transaction history, however, has a relatively clean record of
outgoing and incoming expenses.
Marketing and Press
A large part of the success of the production process of this film was the social media
strategy. Eschewing the more universal Facebook model for a targeted Twitter, I was able to
familiarize a potential audience with the tone and humor of the film months before announcing
the film or asking for crowdfunding. By tweeting consistently in the first person as Walt’s
Frozen Head, the account has grown to over 4,000 followers. This is a modest number compared
to other accounts in self-designated “DisneyTwitter” community, but certainly impressive by the
standards of independent filmmaking.
In-world social media account are promotional tools used to bring a potential audience
into the world of the film by giving additional material to one or more characters and showing
their lives outside the edit of the film itself. I am certainly not the first to start an in-world
Twitter account to promote a film, but usually these efforts are done by projects much larger than
The Further Adventures of Walt’s Frozen Head, and often to less success. For example
@STOPPLUSULTRA, an in-world Twitter account promoting the world of Brad Bird’s
Tomorrowland film has less than 1000 followers. It has been noted that unlike serious in-world
accounts “a parody’s topical commentary is still seen and shared by social media users”
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(Highfield 2015). This is the natural advantage of humorous Twitter account: it is more likely to
be shared and therefore has a broader reach.
I’m not saying the transition from parody account to movie promotional tool was
seamless. Our official announcement of the film occurred on the Touring Plans blog on April 1,
2015. Generally, people seemed excited by the news, but several followers tweeted something to
the effect of “i just found out that someone "runs" the @WaltsFrzenHead twitter account. and
that someone is not the cryo-frozen walt disney. :(“ (caitlizgrace 2015). The article had
mentioned me as the operator, something I requested the author change. Since then, I’ve been
referred to as “Walt’s intern” in everything but the most journalistic of media.
This broad reach was vital in crowdfunding and in cultivating relationships with
influencers and press. As of this writing, we have been covered by three newspapers, and dozens
of blogs for our initial announcement, first trailer, and crowdfunding.
Crowdfunding
We completely two successful Kickstarter campaigns. The first raised funding for
production and occurred after the park shoots, but before the rest of principal photography. The
second raised funds for post-production and occurred simultaneous with the effect photography
for Walt’s head.
Twitter was the primary driver of traffic to our pages for both campaigns, and I firmly
believe that those Kickstarter campaigns would not have been successful without the long
ground game of integrated social media.
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Distribution Plans
Our release schedule has a few specific phases that we want to employ in order to get our
film in the digital hands of as many viewers as possible.
I start with the acknowledgement that any film our size faces significant challenges in
getting noticed, but we believe this three tiered strategy has the greatest chance at success. A lot
of the plan involves leveraging our ever-growing social media specific fan base, which pushed
the project to two successful Kickstarters.
I believe that we have a core of potential evangelists that we can reach through direct
targeted advertising and media appearances, and then we can use the momentum created by
those “superfans” to push us out to a wider audience.
Phase One: Traditional “Indie” Prestige
I have no love for the film festival scene, considering it consists of filmmakers paying
money for a chance to have their film used to make profits for others, but there is an air of
legitimacy added to a film when its poster is adorned with laurels. Our film has a structural
advantage in film festival competition due to its high-concept nature. While this is no guarantee,
I believe its ability to be programed into a family-friendly block also acts as an asset.
More than just getting in, I plan to use the film festival circuit to further evangelize about
the project. By specifically targeting festivals in cities with high densities of our active Twitter
followers, I will coordinate and promote Disney fan meetups immediately before & after
screenings. This will not only enhance our numbers at the festival, but also energize our existing
fan base.
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Phase Two: Event Planning

We plan on employing a four-walling strategy in a few targeted cities that either didn’t
have a film festival which screened the film, or ones in which the film was particularly well
received. Right now, we’re targeting Anaheim, Orlando, and New York, but we may add a
midwestern city like St Louis, and one in the Carolinas, based on our high concentration of
Twitter followers located in those locations.
The goal of this strategy is twofold - we want to raise awareness of the film by having it
reviewed in local newspapers and media outlets, but we also want to use the public events to
activate our evangelists for the film. Unfortunately, this portion of the plan requires capital. We
are seeking grants, like the BitTorrent Discovery Grant, which covers marketing and distribution
costs, to cover these costs. A successfully screening is also the opportunity to try to reach out to
local media, which thus-far has been very receptive to the film.

Phase Three: Anywhere & Everywhere
At this point, our release strategy is get access to our film out into the world on as many
platforms as possible, focusing our resources on more smaller VOD channels. We want to make
streaming legally easier than pirating. BitTorrent, Amazon, Vimeo, and physical media are all
viable options we’ll be pursuing simultaneously. We would be looking at doing a full
VOD/legacy physical media release in time for holiday 2017. We’re looking into doing a limited
edition VHS release for retro fans (including a download code of course).
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Please note, the business JUST A HEAD IN A JAR, LLC was original founded as PIXIE
DUST CRYOGENICS, LLC and changed that day for potential trademark reasons.
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